The encounter took the form of a kitchen party in which, over the course of an hour, teams of four to six including refugees from Hungary, Colombia, Syria, Poland, and the Democratic Republic of Congo (all of whom arrived in Montreal between 1956 and 2017) and their Quebec friends cooked a soup from their country of origin while sharing a part of their story of migration, resettlement, and the home left behind.
in refugee claimants strained the capacity of Montreal's shelters, leading to the use of Olympic Stadium for a new role. Inside the stadium, asylum seekers were provided with blankets and food by the Red Cross, and Quebec's Health Department attended to their daily needs as their papers were verified. Outside the stadium, people brought together by the migrant justice network Solidarity Across Borders, and its action committee for non-status Haitians, held up signs reading "Refugees Welcome" and "No one is Illegal." The makeshift metamorphosis of Olympic Stadium into a temporary welcome centre for refugees reflects the liminality and unsettledness of the zones in which asylum-seeking takes place, as migrants find themselves betwixt and between their country of origin and the possibility, often deferred, of resettling somewhere new. Experiences of the liminal spaces of 'arrival' and structures of hospitality that frame refugee-host encounters are at the heart of Cuisine ta ville (French for Cook Your City), the relational performance project of Montreal-based performance and activist group ATSA, Quand l'art passe à l'action, which took place in downtown Montreal as part of the celebrations for the city's 375th anniversary in May 2017. Having occurred several months before the spike in refugee claimants that led to the transformation of the stadium, Cuisine ta ville was not a response to these specific events. It was, nevertheless, a response to larger issues of refugee resettlement in Quebec society, of which the eventual transforma tion of the stadium was one particularly dramatic example.
Cook your city
Between May 12th and 14th, a neat row of ten large white tentsused to evoke both UN refugee camps and the iconic Montreal 'Tempos' that pop up in driveways during Quebec's long winters to shelter cars from snow-were mounted in the Place des arts esplanade, the outdoor gathering space that connects the perform ance and cultural venues of Montreal's entertainment district, the Quartier des spectacles. Members of the public were invited into three of these tents to participate in a special encounter in groups of ten to fifteen people on a first-come, first-served basis. The en counter took the form of a kitchen party in which, over the course of an hour, teams of four to six including refugees from Hungary, Colombia, Syria, Poland, and the Democratic Republic of Congo (all of whom arrived in Montreal between 1956 and 2017) and their Quebec friends cooked a soup from their country of origin while sharing a part of their story of migration, resettlement, and the home left behind. Outside, other participants were paired up with a stranger by a 'maître d'hôtel' to eat a bowl of hot soup as they sat face to face on identical chairs, atop an outdoor platform that had been staged to look like a café terrasse. Around them was a medley of other pairs of chairs and people. Once matched up, participants were given a set of questions organized around a cen tral question-"How do you define the concept of home?"-to discuss over the time it took them to eat their soup. At the end of the encounter, the pairs encapsulated their answers into a single sentence, writing it on a piece of cardboard that they held up for a photograph. As the performance went on, accumulating photos were displayed on a screen installed at the back of the terrasse. This event, a companion installation to Cuisine ta ville, was called Le Temps d'une soupe (While Having Soup).
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The seven other tents mounted as part of Cuisine ta ville housed exhibits, testimonials, seminars, documentaries, and live performances about the refugees who have arrived in Montreal over the centuries, and who make up the social and historical fab ric of the city. A 25-foot-long historical frieze installed outside the tents depicted the major waves of refugee arrivals to Quebec, and a lexicon explained the difference between asylum seekers, refugees, and immigrants. On the esplanade, a new ATSA installation of suitcases and clothes called Aller Simple (One Way) was intend ed to express "the urgency of the flight from home and the long journey toward a new life" (ATSA, "Review"). By the numbers, Cuisine ta ville featured: thirty-five kitchen parties, which hosted nearly 700 people for 175 litres of soup; twenty-five testimoni als and seminars attended by over 400 people; eighteen films and documentaries, three workshops, and dance, theatre, and poetry performances that reached over 550 people; photography exhib its, virtual reality installations, and multimedia installations that engaged over 3,000 people; 264 conversations while having soup; and forty volunteers who performed over 389 hours of mediation and other help (ATSA, "Review").
ATSA stands for 'Action terroriste socialement acceptable' (in English, Socially Acceptable Terrorist Action), now officially called ATSA, Quand l'art passe à l'action (When Art Takes Action), and is a not-for-profit organization founded in 1998 by Pierre Allard and Annie Roy. The organization uses transdisciplinary relational art including performance art, interventions, and installations to stage free public encounters and dialogues between members of the public who don't usually engage with one another in everyday life, and to promote consciousness-raising about social, environ mental, and cultural issues. Their repertoire includes over forty different works. A relational performance devoted to excavating the experiences of refugees to Montreal, Cuisine ta ville, was con ceived by Roy and Allard to promote dialogue and understand ing in a climate of rising xenophobia in North America, which ctr 176 fall 2018
Dramas of Homemaking and Hospitality in ATSA's Cuisine ta ville | FEATURES reached tragic heights on 29 January 2017 when a Quebec univer sity student and far-right white nationalist opened fire on a crowd of praying Muslims in a mosque in the Ste-Foy neighbourhood of Quebec City, killing six men and injuring nineteen others.
2 Roy and Allard publicly discuss Cuisine ta ville as a necessary plat form for promoting historical understanding and informed debate about misunderstood social issues and facilitating face-to-face en counters between strangers in an era of screens and virtual dis tance. A goal of much of their work is to create situations that help strangers to overcome the fear of the unknown other.
The situation of refugees in Quebec
What is the relationship between ATSA's installation and the situ ation of refugees living in Montreal? Was Cuisine ta ville itself a respite from the harsher realities of living in Quebec as a refugee or asylum seeker? Or was it a reflection of a more general experience of curiosity and inclusion? 3
In the case of 'resettled refugees' in Quebec, the official term for those who have had their refugee claims accepted and who have subsequently applied for and been granted permanent resident status in Canada, a 2016 study by the Montreal-based Institut de recherche et d'informations socio-économiques (IRIS) found that the reality of refugees living in Quebec is marked by a par ticularly high unemployment rate of 11.2 per cent (almost double the rate of that of people born in Canada). The study also found that 43 per cent of immigrants are overqualified for their jobs, compared with 29.7 per cent of Quebecers who are overqualified. The report "attributes the employment situation of immigrants in Quebec to discrimination in the labour market, and argues the increasing racialization of immigrants to Canada has intensified discrimination on the part of employers" (CBC). IRIS researcher Julia Posca, who wrote the report, says that, while she "applauds the government's openness to immigrants," more needs to be done on the part of the Quebec government to reduce inequality in the workforce (CBC). Reports are also showing that new arrivals from the most recent wave of Syrian refugees to Quebec are finding the job hunt here to be a challenge. As Catherine Solyom wrote in the Montreal Gazette, for recently arrived Syrian refugees, "finding a stable, meaningful job will be the biggest challenge-and the most elusive piece of the integration puzzle-especially in Que bec," which is "historically the worst place in Canada for newcom ers to find work." As the data from Statistics Canada shows, the employment gap between new arrivals and Canadian-born people is higher in Quebec than in any other province. The workforce being a reflection of society at large, new arrivals also deal with discrimination in other parts of their lives, which can make the process of integration in their new home a fraught one.
Urban consumption
The social engagement of Cuisine ta ville worked against the eas ily consumable spectacle generally promoted in the festivities for Montreal's 375th anniversary, which included over 200 events that cost over 100 million dollars combined. While the festivities included a meaningful momentary democratization of the access to culture in public space, as well as performances and exhibits that engaged with pressing social issues, taken together, the events of the city's 375th birthday-including, of course, Cuisine ta ville-can be understood as being (both willing and unwilling) extensions of Montreal's official 'creative city' development plan, which invests in the 'eventification' and 'aestheticization' of pub lic spaces. I won't repeat the now-familiar account of the creative city and the critique of it here in full, but will recall that creative city policy instrumentalizes culture for market-driven purposes at the expense of the city's more vulnerable populations (includ ing immigrants, refugees, the homeless, sex workers, and those on social assistance).
4 While creative city development models turn the city into an attractive consumable experience (which can too easily include displays of consumable multiculturalism focused on dress, dance, and dining), Cuisine ta ville activated the figure of consumption to different ends through its dramaturgies of cooking and eating soup within the theatrical frame of the encounter with a stranger. Unlike the urban spectacle promoted by creative city planning, the soup of Cuisine ta ville invited its cooks and consum ers into the intimacy of a social relation.
5 Mobilizing a humanistic discourse in its dramaturgy, ATSA capitalized on the universality of soup and its familial, comforting, and democratic associations. Soup can be stretched a long way and costs little to make. ATSA used soup as a connective prop in a relational performance, which sought to remind participants of their common humanity.
For some Montrealers who have few or no relationships with immigrants, refugees, or asylum seekers, the dramatic structure of the 'kitchen party' is a very culturally Québécois way of gathering; as such, it destabilized a perhaps more familiar kind of encounter with newcomers to Quebec, many of whom end up working ser vice jobs for which they are overqualified: that of cook (or other service worker) and customer. The kitchen party tents and the soup kitchen of Le Temps d'une soupe were pointedly not food trucks. The dramatic structure of the kitchen parties in which refugees acted as 'hosts' to participant 'guests' worked to close the distance generated by a worker-customer relation. The structure of the kitchen parties also inverted the more familiar conceptual ization of the refugee or immigrant as guest in the 'host' country of arrival.
Performing hospitality
Cuisine ta ville's mobilization of kitchen parties and its reinvention of the 'hospitality industry'-in which a maître d'hôtel seats guests to savour a fixed menu of a soup and a conversation-restructures familiar social dramaturgies, and gently prompts reflection on the different meanings of 'hospitality. ' of 'hospitality' (in the sense of 'hosting' a dinner party or 'hosting' Quebec, where discussions about the 'reasonable accommodation' an event), carry over when this same language is used to talk about of immigrants have been topics of heated public discussion over relations between refugees and the country of arrival? And which the past eleven years since the Bouchard-Taylor Commission was meanings get stopped at the figurative border? How does the lanlaunched, questions about national hospitality beg other questions guage of hospitality potentially reify borders between the country about the difference between welcoming and accommodating. 6 of arrival figured as 'host' and the migrant figured as 'guest'-even The philosopher Hannah Arendt draws on the ancient Greek as it appears to bridge them? And what does it mean to 'host' a concepts of the polis (city) and the oikos (household) to distin refugee on unceded land, if that displaced individual has had to flee guish the public realm of politics and the private realm of the a civil war directly linked to histories of colonialism and exploitahome where one attends to the biological necessities of human tion from which the host country has profited? In the context of existence (eating, sleeping, reproducing, etc. gendering of the distinction between the public/political and the private/biological has been the subject of much criticism, Ar endt's concept of polis/oikos has also served as a useful structure for scholars interested in normative and resistant uses of domestic and urban spaces. In their introduction to Shakespeare and Hos pitality, Julia Reinhard Lupton and David Goldstein argue that "hospitality cultivates the threshold between the oikos or house hold and the polis or city, bidding a provisional politics to pitch its tent upon scenes of sojourning, supplication, and bodily care" (6). While the essays in this volume take up scenes of hospitality in which the oikos becomes political, ATSA's Cuisine ta ville compli cated ideas of home and hospitality by making the polis domestic. If, as Reinhard Lupton and Goldstein write, "images of the family and household become basic building blocks in the construction of cultural mythologies of belonging," Cuisine ta ville transformed these images into open-ended performances of publicly negotiat ing 'home'; here home was turned into a question, a testimony, a heterogeneous history, a dialogue, and an embodied practice. Cuisine ta ville functioned as what Loren Kruger has called a "drama of hospitality" (119). In "The Drama of Hospitality: Per formance, Migration, and Urban Renewal in Johannesburg," Kru ger defines the drama of hospitality as a performance that includes: both planned and unplanned interaction between locals and migrants but [that] focuses above all on the borders between planned, scripted, choreographed events and the improvised spatial practices that emerge around such events, and on the blurring of formerly clear distinctions between hosts and guests, natives and foreigners, in the fluid spaces of the in ner city. (21) Cuisine ta ville is precisely organized around such a "blur ring of formerly clear distinctions between hosts and guests, na tives and foreigners" through its staging of semi-scripted, semiimprovised, and ultimately unpredictable encounters between longtime and newer residents in the city's public spaces. While the kitchen parties positioned refugees as the hosts of other Mon trealers, Le Temps d'une soupe positioned both of the paired-up strangers as recipients of the hospitality of the 'maître d'hôtel,' thus levelling the ground of their encounter. This model reson ates with Kruger's description of the urban civility enacted by artists, activists, and municipal stake-holders in the context of Jo hannesburg, which includes the creation of messages promoting harmony across difference on especially dangerous streets, public processes of documenting immigrant journeys, and creative inner city 'tours.' Here, ATSA's formal dramas of hospitality "choreo graph particular acts and actions in specific sites" while proposing a model of urban citizenship, civility, and cosmopolitanism that is open to 'the stranger' (Kruger 19) . So too, ATSA shares with the Johannesburg consortium the goal of working to "change the built environment and the social as well as aesthetic experience of participants in urban life," including both longtime settlercolonizers and newer migrants (Kruger 20) .
Cuisine ta ville further unsettled an understanding of settlercitizens as 'hosts' to new migrants in the territory of Quebec by inviting Kanahsohon Kevin Deer, an elder of the Kahnawá:ke Mohawk nation to open the event's opening ceremony with his sacred song The Ohenten Kariwatekwen (literally Words Spoken Before All Others, but known commonly as The Thanksgiving Address). 7 The presence of Deer in the opening ceremony also im plicitly introduced the figure of the trespasser into the host-guest dyad, as Montreal was founded on, and remains, unceded landand is a historical gathering place for many First Nations. Whereas the Johannesburg consortium sought durable transformations of the built environment by aligning itself with urban planning, ATSA enacted a temporary transformation akin to the 'Tempos' in which it took place; in many ways, it resembled a refugee camp. Cuisine ta ville re-imagined the refugee camp by placing it in the middle of the city and by seeking to perform a reimagined shared urbanity that might have lasting effects through consciousnessraising-and the staying power of embodied, affective experience.
Assembling society
Cuisine ta ville activated public performances of talking, sitting, facing, cooking, listening, hosting, eating, and receiving-all activities associated with the familiar and familial space of the home-as techniques for assembling public community. While the prop of the soup might have functioned as a metaphor for a cultural 'melting pot,' the image for cultural integration often employed in the US, the dramaturgy of Cuisine ta ville and Le Temps d'une soupe worked against this model for assembling community. It also tweaked the common metaphor for Canada's institutional multiculturalism: the mosaic. Instead, Le Temps d'une soupe employed a dramaturgy of sameness within differ ence.
8 While the mismatched sets of chairs featured in Le Temps d'une soupe evoke the eclecticism of the mosaic, each set of iden tical chairs suggested a common ground and scripted a turning toward the other. As ATSA's website reads, "each pair, composed of two identical chairs, reminds us of our common ground, and of the unifying tone of the encounter" (ATSA, "Prendre").
9 The mirror-image structure of the identical chairs facing each other contributed to the idea of a sameness underlying difference. At the same time, each pair was different, which created space for "social mixity, of the multiplicity of opinions, and of the infinite possibilities of encounters" (ATSA, "Prendre"). The sharing of a ctr 176 fall 2018
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While each participant could order the type of soup she preferred, the soup created a common ground for the encoun ter, its warmth enveloping participants in a shared sensual ex perience-no doubt seeking to manipulate a 'feel-good' atmos phere of warmth, intimacy, and empathy. The intimacy created by the close face-to-face encounter imposed by the positioning of the chairs contrasted with the virtual encounters with unknown others that occur through screens and media. It could be argued that the compulsory consensus of each intimate encounter-in which participants were asked to crystallize their answer to the question, "How do you define the concept of home?"-left little room for a politics of disagreement or refusal; however, the diver sity of answers within each couple made space for non-confronta tional plurality.
10

Betwixt and between
Cuisine ta ville created a temporary clearing in which alternative forms of intercultural encounter could be performed by refugees and other Montrealers. Architect Charlie Hailey writes, "Today camps are at the center of emerging questions of identity, resi dency, safety, and mobility. Camp spaces register the struggles, emergencies, and possibilities of global existence as no other space does" (Camps, cover copy). In Campsite: Architectures of Dur ation and Place, Hailey argues that the "camp serves as a homeaway-from-home where we might rethink a deliberate life" as well as a method for finding "a new collective space where family and society converge" (Hailey xiii) . This idea, which pairs nicely with Kruger's concept of the "drama of hospitality," is structured around encounters with strangers (xiii). With its white tents and public testimonies, exhibits, performances, and seminars, Cuisine ta ville evoked the stretched-out time that "pitches its tent" (to use Reinhard Lupton and Goldstein's evocative phrasing) between departing and arriving for many newcomers to Montreal. Cuisine ta ville created a space in which a deliberate relation with strang ers might be rethought and a method for enacting a new mode of public assembly.
Notes
1 Le Temps d'une soupe, which was staged through 2016-17 at Euro pean festivals, at Vancouver's The Drum is Calling Festival, and in eight districts throughout Montreal, had already brought about 4,290 encounters between strangers before it was recreated for Mon treal's 375th anniversary.
2 The six victims were: Ibrahima Barry (39), Mamadou Tanou Barry (42), Khaled Belkacemi (60), Aboubaker Thabti (44), Abdelkrim Hassane (41), and Azzeddine Soufiane (57).
3 While Haitian asylum seekers fled the US to Canada in the sum mer of 2017 under the impression that Canada would be a more welcoming country, this is not necessarily the case. With the burden of proof on refugee claimants to prove that they face persecution based on race; religion; nationality; political opinion; membership in a certain social group (for example, women or gay people); or face the danger of torture, death, or cruel and unusual punishment in their country of origin, many refugee claimants in Canada will be refused. Meanwhile, the system for processing asylum seekers in Canada is woefully backlogged and underfunded, which stretches out the limbo period in which claimants become accustomed to liv ing in Canada while waiting to hear whether they will get to stay, or, more likely, have to leave (see Markusoff) .
4 Creative city policies are specifically designed to attract tourism; to increase tax bases, investment, and real estate value; and to sharpen the city's brand image in a global market of cities competing for resources. This urban development model has had the effect of dis placing and further disenfranchising already vulnerable urban popu lations and has privatized formerly public spaces. The creative city, while a generally financially effective program for the wealthy, has generally worsened equitable redistribution of wealth and access to urban rights.
